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Introduction
As the world became more globally connected in the nineteenth century, ideas began to
travel. Literature, music, fashion, and art around the world were all inspired by these cultures.
Movements such as Impressionism and Post-Impressionism, which are largely seen as simply
French art, actually had various outside influences. The Impressionist movement was influenced
by cultures far outside of France, and even Europe. Although many have heard of the influences
of Spanish painters such as Francisco Goya upon the Impressionist artists, far fewer have heard
about the influence of the Japanese ukiyo-e woodblock prints, which was a much stronger
influence. This paper will examine the influence of these Japanese prints on the art of Manet,
Monet, Cassatt, Van Gogh, and Toulouse-Lautrec. These artists are not only some of the most
well-known artists of the mid to late nineteenth century, but also were some of the artists who
were most influenced by Japanese prints.
A Brief Overview of Japan and the West
Most of Europe had limited resources and often countries within Europe would trade with
other nations around the world. They mainly relied on land routes for trade until the end of the
fifteenth century when they made their way by sailing ships instead. The Dutch, Portuguese, and
Spanish were top mariner traders at the time. This is the time period in which Portugal would
first make contact with Japan.
Westerners first made contact with Japan in 1542 when a Portuguese ship, lost on a journey
to the East, landed on Japanese shores. During this initial visit they established trade agreements
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with Japan (Ives 7). The Japanese often used these European powers to trade with their other
Asian neighbors, especially China, due to the lack of effective deep-water, long-voyaging
Japanese and Chinese ships. Neither Country felt the need for such crafts; in China’s case trade
had always come to them, and in the case of the Japanese they preferred to trade as little as
possible, with nations outside of Asia. These European trade agreements did not last long.
In 1639, Japan decided to eradicate Christianity from its borders by banning all Europeans
except the Dutch from trading with them. At this time the only Europeans trading with the
Japanese were the Portuguese and the Dutch. In 1639 Japan decided to create a secluded society,
or sakoku. This was the start of the Edo period in Japanese history (Pyle p. 323-324).
This closed status or sakoku was not a term coined at the time by the bakufu’s document
that had eliminated trade between many European counties and Japan. Bakufu is the Japanese
word for a Shogun. A Shogun was a military commander. During this period of Japan, the
country was not ruled by one emperor, but by many Shoguns or Bakufu. Like many terms this
one was not used until after the period was over and the Meiji restoration had begun. This term
sakoku instead came from the Chinese idea of kuni o tozasu meaning to shut up the country. A
Japanese writer translated an account written by a European on the subject and titled the work,
“Sakoku-ron” which means a treatise on national seclusion. Although the term sakoku is now
used to describe the bakufu’s document of 1639, it was not actually used to describe the closed
state of Japan until 1858, just after Japan was once again opened to trade (Elliott).
Although Japan was closed off from much of Europe, trade during this period of time was
not totally shut off. Japan continued to trade not only with the Dutch but also with their Asian
neighbors such as China and Korea. During this period Japan established important trade
relationships more so with Asia than with Europe. Japan closed off trade to the West in 1639 for
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three main reasons. The first was to get rid of Christianity in Japan, especially Catholicism. The
second was to consolidate all of the profits from foreign trade to the bakufu. The third and final
goal of this seclusion was to stop Japanese citizens from traveling outside of Japan (Pyle p. 324325).
In the nineteenth century, European powers, especially Britain, France, and Germany,
began to gain the upper hand in trade with African and Asian states. They grew in wealth and in
power as they explored and began to colonize large parts of Africa and Asia.
Japan ended its period of sakoku in 1854 when Commodore Matthew Perry, on the orders
of President Millard Fillmore, went to Japan to discuss U.S.-Japanese trade agreements with the
Tokugawa bakufu also known as the Tokugawa shogunate. The Tokugawa was a powerful ruling
Japanese clan that held much control over the country during the Edo period. The treaty
agreement that was reached between the two parties was called the treaty of Kanagawa. This
treaty allowed first Americans, then all westerners to trade in three cities Yokohama, Nagasaki,
and Hakodate (Elliott).
The Tokugawa shogunate had lost much of its power by the end of the 1860s. The
shogunate rule was already crumbling when the Choshu clan started an uprising against the
Tokugawa shogunate. The Samurai mostly backed the Choshu and they were victorious over the
Tokugawa shogunate. After the death of the Shogun his successor surrendered to the Choshu
clan. This is when power was consolidated and centralized for the first time in two hundred years.
This was the start of the Meiji restoration. With the Meiji restoration the capital of Japan moved
from Kyoto to Tokyo (Smith 254-255)
When trade with Japan began again in 1854, many Europeans were amazed at the level of
cultural sophistication in Japan despite the immense differences from Western culture. The
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demand for trade with Japan was so high upon its opening that many European ships were
waiting in the harbors of the three cities opened to trade. Even counties who had yet to become
trade partners with Japan and curious adventurers waited to see the long-closed Japan (Smith
242).
The Americans were not the only ones to send representatives to increase trade in this
time period. Although the Dutch had continued trade with Japan they too went to negotiate better
trade agreements during this time. The Russians also went to Japan in search of a trade
agreement in the mid nineteenth century. Many of the other European powers, such as Great
Britain, initially focused their energy on better relations with China (Elliott).
When opening up Japan, the West was looking not only for new markets in which to sell
goods to but also for new markets in which to purchase goods for sale in Western markets.
Japanese goods would quickly become a good investment on the part of traders. Public gallery
displays, public exhibitions, and sales would inspire buyers to constantly seek out new trends
(Weisberg).
Japan was different from most of the world’s nations that were not colonized by Europe in
that it attempted to adopt much of Western culture on its own. When Japan was first opened in
1854 its leaders agreed to let in foreign trade largely out of fear of being attacked. Like China it
had recently refused to trade with the West. Unlike many nonwestern countries that became
colonies of European powers, Japan decided to take its fate into its own hands. It quickly began
to industrialize after opening to the West. Factories were built quickly throughout the islands. As
Japan grew in strength it also turned toward imperialism, expanding into Chinese Manchuria,
Taiwan, and Korea. They emulated the European model of dominating other cultures so that they
themselves would not be dominated (Smith 264).
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Despite its commitment to industrialization and even imperialism, Japan was not invited to
the Berlin Conference in 1884-1885, where Western powers decided on guidelines for “carving
up” Africa among them. Japan felt excluded, which had contributed to its decision to take
colonies closer to home as a means by which to protect itself from European imperialism and to
prove itself to Western nations. Although Japan was allowed to assist Britain in quelling the
Boxer Rebellion in China, Japan was not taken seriously by Western powers until it won the
Russo-Japanese War in 1905 after only one year of fighting (Smith 267).
Japan has been influential in a variety of Western art styles. The first of these was
Impressionism. Although Japan began to influence art before the Impressionist movement, its
reach was more limited as Japan had only just reopened to the West. As time went on Japan
continued to influence Western art. Many of the Post-Impressionists were also influenced by
Japanese art. The Japanese also heavily influenced the art nouveau movement.
This paper will examine the Japanese influence on Western art from 1854 to 1900.
Specifically, this paper will focus on the influence that ukiyo-e woodblock prints had on Western
artists through an examination of five artists, moving from the era just before the Impressionist
movement up to the end of the Post-Impressionist movement.
Edouard Manet, Claude Monet, Mary Cassatt, Vincent Van Gogh, and Henri de ToulouseLautrec are the artists that will be discussed in this paper. These artists have been chosen because
not only are they some of the most well-known and famous artists of their movements, but also
because they are some of the most profoundly influenced by the Japanese ukiyo-e woodblock
prints. It would be impossible to cover every artist who was influenced by Japan even within this
forty-six year period. These five artists best represent the themes and trends in art that this paper
will be discussing.
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This was not the first time that Westerners had turned to cultures other than their own for
inspiration in art. The Neoclassical movement and Orientalism are two such examples. Japan
was only one of many influences but the Japonisme movement was instrumental in bringing art
into the Impressionist movement. Japonisme caused some of the most dramatic changes to the
Western art world since the Renaissance (Weisberg).
Japonisme
The wealthy had the first pick of items procured from Japan, and would set the trends for
others at their same class levels. As the Japanese influence spread across the wealthiest classes,
the trends were seen and adopted by many middle class people. This was quickly made easier by
European made knock-offs of many Japanese style items especially porcelain, cloisonne enamel
jewelry, bronze and iron objects. Many Japanese artists of the time also stepped in to fill the gap
making new ukiyo-e prints to sell to Europeans at lower prices (Weisberg).
The ukiyo-e woodblock prints would not arrive immediately and when they did they were
not at first appreciated by the general public. Ukiyo-e prints quickly became an obsession of the
avant-garde. As the nineteenth century moved forward, the numbers of ukiyo-e prints that came
into Europe increased. Japanese ukiyo-e prints became popular in Europe at the end of their
popularity in Japan (Ives 11).
In 1867 Japan showed off its new “open” status at the Universal Exposition in Paris,
France. This was the first event of this kind in which Japan had held a booth to showcase their
culture in Europe. The World’s Fairs of 1867, 1878, 1889, and 1900 were all instrumental in the
Japanese bringing their culture into an arena in which they would be able to share their culture
with the Western world on their terms. People who were not able to attend these World’s Fairs
often read the reviews that Western critics wrote about the events. Critics such as Zacharie Astuc
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brought attention to how the Japanese influence on Western art and culture was heightened by
their presence at the World’s Fair. He specifically mentioned two artists, Edouard Manet and
Claude Monet, who studied the work of the Japanese ukiyo-e print artist Hokusai, in his article in
May 26, 1868 issue of L’Etendard, a Parisian newspaper. Not only did he mention artists but he
also called attention to writers, decorative designers, art critics, and curators from the Louvre
(Weisberg).
The French were more artistically influenced than the British by the Japanese. Despite this,
Japanese art was first publicly displayed in Great Britain in 1845 and 1862; the French exposed a
wider audience to the works at their Paris Exposition Universelle in 1867, 1878, 1889, and 1900.
The serious French collectors also held many displays of Japanese art in their homes, in private
displays, and in galleries. Many of these collections were vast although most of them were not
shared with the public. Many upper class individuals as well as artists were privy to these
displays and would help to expose the French elite to images of all things Japanese throughout
the rest of the nineteenth century (Weisberg).
Japanese Prints, Impressionist and Post-Impressionist Artists
It is believed that the first Japanese prints arrived in France in 1856. These were only
sketches but they were made by Hokusai, the artist known for “The Wave.” This collection of
sketches of his prints was shared with Manet. These ukiyo-e prints would go on to inspire the
Impressionists to rebel against the French Academy and Salon. Some referred to the ukiyo-e
prints as “the first and most perfect of the Impressionists (Ives 12).”
Ukiyo-e prints were the basis of much of the art in Japan for the century prior to its opening
in 1854. Before the opening of Japan ukiyo-e prints were nowhere to be found in Europe. By
1893 it became nearly impossible for one to purchase an early Japanese ukiyo-e woodcut of fine
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quality throughout Europe, but especially in France, because of their extreme popularity (Ives
12-13).
In Japan ukiyo-e woodcut prints were used as billboards, postcards, and posters. They were
sold on the street throughout Edo, which is modern day Tokyo. The previous art style in Japan
was rigid and stale. The pioneers of the ukiyo-e style prints were like the Impressionists,
rebelling against the art world status quo of their time. The term ukiyo-e means “floating world.”
The ukiyo-e style celebrated the ordinary life and everyday things (Ives 14).
Paris was the center of the European art world and home to the most prestigious art school
in the world. The Ecole des Beaux-Arts was the school that one would attend if they wanted to
become an artist in the Western world. The school ran the official national art show, the Salon
Exhibition. These shows were juried, and admittance into the show was largely considered the
only way to become a successful artist. This had been the custom since the school was founded
in the seventeenth century.
Western artists were growing tired of the strict rules of the French Salon. Many of them,
especially the Impressionists and Post-Impressionists, used the newly opened Japan as an
influence to break out of the rigid standards to which they were previously subjected. This
change in focus and style would change the art world forever.
The French were most inspired of the Western powers, probably because they were best
able to relate to the struggles faced by the Japanese artists a century earlier. Both wanted a
change in the social and aesthetic recording of artistic information. The French artists
appreciated the flatness of the prints (Ives 17). Edouard Manet was one of the most famous
artists to be first inspired by this (Ives 17).
Although Monet’s paintings were flatter than many of his predecessors he still achieved the
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chiaroscuro effect that European artists had been practicing since the Renaissance. Many of
Monet’s works became flatter and more static after his exposure to the Japanese ukiyo-e prints.
He began to use more pure color planes and un-modeled shapes, which were inspired by these
prints. Impressionism was concerned with atmosphere, light, and moisture. The Japanese had
been using ukiyo-e prints to explore these ideas as well. There were many ukiyo-e prints that
depicted the changing seasons and different kinds of precipitation such as rain and snow (Ives
18).
A spice shop in The Netherlands was the place in which Monet was first believed to have
come upon the Japanese ukiyo-e prints where they were being used as wrapping paper (Ives 17).
Monet became intently curious about nature and the way different atmospheric effects could
change the look and color of the same scene.
Monet often painted a variety of canvases at the same time switching between them
throughout the day to capture the effects of a foggy morning compared to a sunny afternoon
compared to a rainy evening. The Japanese ukiyo-e prints also tried to show how various types of
weather could affect how a scene would look from snow and rain to wind and fog. Monet also
used many of the Japanese elements of exaggerated color in his works. He often paired a variety
of uncommon colors for European art to achieve his desired effects.
Mary Cassatt was an American artist who went to France to study. It was not until her later
years that a profound Japanese influence would be seen in her art. Her aquatint prints were
directly influenced by Japanese ukiyo-e prints. Many of them have obvious Japanese ukiyo-e
print twins with similar composition and many of them share the same content. Most of these
images were reflective of the relationship between mothers and their children (Ives 45).
Vincent Van Gogh first discovered his love of Japanese ukiyo-e prints in Antwerp,
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Belgium in 1885. By the time Van Gogh started his collection in the 1880s, the best ukiyo-e
prints had become hard to find but there were many newer cheap prints available for relatively
low prices. Van Gogh often wrote about Japan in his personal letters to his brother Theo and his
sister Willemien as well as to other artists (Walther 291).
Van Gogh would later move to Arles, in the south of France, because he believed that it
was more like Japan than anywhere else in France. He felt that the amount of sunlight was more
similar to Japan and that the intensity of sunlight would create colors with a similar hue to those
in Japan. Van Gogh was most inspired by the use of color in Japanese ukiyo-e prints, specifically
the use of complimentary colors in close proximity to draw the eye (Ives 17).
Van Gogh often tried to copy the Japanese characters from the crates of tea that he ordered
and sometimes used them as borders in his artwork. Although he rarely knew what they meant
Van Gogh used Japanese characters for their aesthetic more so than anything else. Van Gogh
copied many ukiyo-e prints into paintings, and he also used his Japanese ukiyo-e prints as
backdrops for portraits (Walther 283-285).
Ukiyo-e prints brought back the importance of line work in art which had been largely left
out of western art since the revival of Greek and Roman art during the Neoclassical period. The
love of ukiyo-e prints also inspired a resurgence of the relatively new lithography printing
process in Europe. With its newfound popularity there were technical innovations made to the
process throughout the rest of the nineteenth and into the twentieth century. Soon many
European artists were using the medium to create works inspired by the Japanese ukiyo-e prints
(Ives 19).
When Henri de Toulouse-Lautrec was eighteen years old he was first introduced to
Japanese art by the American artist Harry Humphrey Moore. This was a formative experience
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that he wrote about in a letter to his father. When Toulouse-Lautrec was twenty-two, after he had
met Van Gogh at the studio of his painting instructor Cormon, he visited the home of Van Gogh.
While in Van Gogh’s home Toulouse-Lautrec studied his collection of ukiyo-e prints (Ives 79).
Not only did Toulouse-Lautrec appreciate the beauty of the Japanese ukiyo-e prints, but he
also tried to emulate their style in his art. He often used broad plains of pure flat color to describe
areas of his prints. He used thick and articulate line work to differentiate the folds of fabric and
facial features of his subjects. In addition, he completely abandoned the use of chiaroscuro,
which had been used for centuries in Europe (Ives 80). While Manet was one of the first artists to
diminish the importance of chiaroscuro in his work, Toulouse-Lautrec took this to an entirely
new level. Where Manet still used some chiaroscuro modeling in his figures, Toulouse-Lautrec
used none. He instead opted to use line work to accent the details in his works. His work, like
that of the Japanese, was often created through the use of printmaking and used them as
advertisements. Unlike the Japanese, Toulouse-Lautrec used the lithographic printmaking
process rather than a woodblock process to further flatten his artworks. Although the
printmaking techniques were different, lithography allowed him to achieve the same effect of
flatness that he so desired (Ives 79).
Japanese art has heavily influenced Western artists. According to scholars there were four
stages on influence. These stages were discovery, appropriation, adaptation and re-creation
(Walther 295). Although all four of these stages are not seen in every artist I will discuss, many
of these artists go though at least one or more of these stages.
As the ukiyo-e prints made their way into the Western art scene, their name of “floating
worlds” become particularly apt. These prints floated on ships around the world, bringing their
influence with them. These prints were largely part of a greater trend of globalization. These

14
prints spread the influence of Japanese art into Europe especially in the second half of the
nineteenth century.
It is important to acknowledge the Japanese influence on Western art in the second half of
the nineteenth century. Japan’s opening set the stage for the Japonisme aesthetic that became so
popular in Paris. These artists and others were inspired by the ukiyo-e prints being brought back
from Japan. Manet, Monet, Cassatt, Van Gogh, and Toulouse-Lautrec all incorporated aspects of
these prints in their artworks.

Edouard Manet
Manet was born to aristocratic parents in Paris on January 23, 1832. As a boy Manet was
often distracted in school. He was always drawing, and he spent many Sundays as a young man
looking at paintings in the Louvre (Carr-Gomm 5-6).
Manet’s father wanted him to have a professional career but Manet felt differently. He tried
to join the Navy but he was rejected. This was not because he was not physically capable but
because they felt that he lacked interest. Although his father did not feel that it was the right path
he allowed Manet to study art at the French Academy in 1849 (Carr-Gomm 6).
At the time Manet started art school the only one way to become a recognized artist in
France was to go to the French Academy for training. The only place that one was to submit art
was to the Salon for it to be judged by a panel of famous Academy artists, including such figures
as Delacroix (Carr-Gomm 6).
These judges gave out a variety of prizes but the most coveted prize of all was the Rome
Prize. This would allow the winner to go study art in the other main art school of Europe in
Rome, Italy where the artist would learn from the ruins of antiquity and the Renaissance masters.
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Manet became a student of the French Academy under the instruction of Thomas Couture
and worked with him in his studio for six years. None of Couture’s students ever went to Rome.
Winning the Academy's coveted Rome Prize was not a priority for the students guided by
Couture. Manet chose Couture because of this. He preferred to paint in Paris saying, “It is not
possible to live anywhere else.” (Carr-Gomm 6)
Debates between different artistic styles were numerous at the midpoint of the nineteenth
century. Ingres and Delacroix represent the biggest split. This was the split between Classical
and Romantic. These two pitted line against color. The Classical preferred the idealized, where
the Romantic preferred the more naturalistic style. Manet favored Delacroix’s romanticism over
Ingres’s neoclassical style (Carr-Gomm 8).
Sarah Carr-Gomm, author of Manet, writes that although Manet leaned more towards
Delacroix’s romantic style, he was never truly a classifiable artist. Manet was fiercely
independent and considered by many to be the leader of the avant-garde. His art was often seen
as highly controversial. The critics constantly belittled his art; they did not feel that Manet was
following the French Academy’s teachings. Despite the controversial nature of his art, he never
looked outside the traditional manners to show his art (Carr-Gomm 9).
Although today Manet is considered to be a great and influential artist, his art was not fully
appreciated during his lifetime. This can be illustrated by the contrasts of Manet and Meissonier,
both painters in Paris in the mid nineteenth century. At that time it was Meissonier and not
Manet who held the claim to fame. (Grimes)
Nowadays, few have heard the name Meissonier, while Manet is one of the most famous
artists of all time. Meissonier was the darling of the Salon. He followed all the rules of the day.
His images have modeling, depth, and elaborate backgrounds. Manet’s art on the other hand was
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flattened. There was nearly no background in his paintings and hardly any modeling either.
These traits were seen as undesirable at the time but by the twentieth century they were known as
revolutionary. Manet’s daring allowed many other artists after him to go further down the path
that he started away from the Salon’s strict rules (Grimes).
The Salon’s approval was integral in the life of an artist at this time. Getting into the annual
juried exhibition was the only way to become a successful artist in France. When an artist was
accepted into the Salon exhibition it meant the people would see their art and because the jurors
approved it, it would be seen as worthwhile art. Nearly all of the paintings that were sold in
France at the time were created by artists featured in the Salon exhibitions. Canvases that were
not accepted into the Salon juried exhibition were stamped on the back of their canvas with a
large red “R”. Manet had many pieces that were rejected from the Salon, but even so, he many
continued to submit art to the Salon. Many other artists gave up after being rejected, some even
after years of successful entries. Artist Jules Holzapffel made it into the juried show for an entire
decade but when he was not selected for the Salon exhibition the following year he committed
suicide. He felt that if the Salon judges rejected his piece it meant he had no talent, and if he had
no talent that there was no point in continuing to live. (Grimes)
Manet’s art makes the transition between Realism and Impressionism although it is hard to
categorize as either (Gardner 828). Although he was never truly considered an Impressionist
himself, he is widely viewed as the father of Impressionism, and some art historians even see
him as the father of modern art. He supported the Impressionist artists and was a loyal friend to
them, and to the movement, until his death. (Carr-Gomm 31-32).
Manet was always looking forward to the next big thing. He was obsessed with the
modernization of Paris at the hands of Haussmann and incorporated “modern” Paris into his
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work. Manet painted Parisians waiting for the train in his piece Railroad (Gare Saint-Lazare).

Manet Railroad (Gare Saint-Lazare) 1873
Oil on canvas36 3/4x43 7/8 in
American National Gallery of Art
Not only did Manet paint scenes of the rapidly modernizing Paris, but he also used
elements of the newly arrived Japanese ukiyo-e prints in his art. Initially, not everyone
appreciated his use of the newly popular Japanese aesthetic in his art, but critics like Emile Zola
saw that Manet was leading art on a new path into the modern era (Ives 23). The Impressionists
took this a step further than Manet. Not only did they help dismantle the importance of the Salon,
they also changed the art world forever with their new techniques and technologies available to
them.
Manet was coming of age at a fascinating time in Paris. In Manet’s lifetime the population
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of Paris more than doubled. Paris was gentrified as Napoleon III’s right-hand man Baron
Haussmann led the demolition of the slums and created the new broad boulevards that would
stretch across Paris to connect railway stations and centers of art and commerce. Haussmann and
Napoleon III had a vision of Paris as the cultural center of Europe and as a model modern city
(Carr-Gomm 6-8).
Manet was fascinated with people and as the population of Paris continued to increase he
had ever more people to observe. Manet enjoyed walking the new boulevards of Paris and often
frequented the cafes; he was known as a boulevardier and a flâneur. He chose the locations of
his studios carefully, ensuring they were in popular areas where writers, artists, and theatre
people would be. He enjoyed the talk of opera houses, music halls, cafes, and newspapers that
would fill the air. Manet was fascinated with the new fashions, scientific discoveries, current
events, contemporary literature, and artistic developments of his time. All of these factors
influenced his art, creating works that were more varied and integral to the advancement of art
than most artists (Carr-Gomm 8).
Manet had a large collection of prints, collecting many types of prints from a variety of
artists. Manet often referenced these prints by copying components of their compositions into his
works of art. His painting Luncheon on the Grass features the composition of three figures in the
foreground of the painting. These figures were originally taken from an engraving of Judgment
of Paris by Marcantoino Raimondi (Carr-Gomm 15-16) Luncheon on the Grass was just one of
the pieces rejected by the judges of the French Salon.
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Le dejeuner sur l’herbe (The Luncheon on the Grass)
Edouard Manet
Painted 1863
208 x 264.5 cm
Musee d’Orsay, Paris
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The Judgment of Paris
Marcantonio Raimondi after Raphael
Engraving 1510-20
29.1 x 43.7 cm
The Metropolitan Museum of Art, New York
Manet was most inspired in his early years as an artist by the Spanish painters Valesquez
and Goya. He often referenced the compositions of their artworks in his own work (Ives 23-24).
Much of Goya’s work was created as flat, broad color fields with little modeling to be turned into
tapestries. Goya began to favor the flatter and more colorful style of painting and continued to
use it in his works, which were less modeled than others at the time.
Manet was inspired by Goya’s use of space and color and often mimicked his style in his
artwork. Manet nearly copied Goya’s painting The Third of May in his work The Execution of
the Emperor Maximilian (Carr-Gomm 29-30, 86). Goya’s painting was still fresh in his mind
when he painted this historic execution of the Emperor of Mexico in 1867. Manet had gone to
Spain two years earlier and while he was there he viewed Goya’s painting The Third of May.
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Goya’s image portrays the execution of Madrilenos in 1808 at the hands of Napoleon’s troops
(Faison Jr).

El Tres de Mayo (The Third of May)
Francisco Goya
Painted 1814
266 x 345 cm
Prado Museum, Madrid
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The Execution of the Emperor Maximilian
Edouard Manet
Painted 1867-68
252 x 305 cm
Kunsthalle, Mannheim
Despite his openness to these Spanish influences, Manet had grown tired of traditional
Western art and even before the opening of Japan he was trying to find a new direction for his art.
As he helped the shopkeepers unload and unwrap new fragile items for their stores he found his
new inspiration in the prints that were used as wrapping paper (Carr-Gomm 20-21).
As ships brought more and more Japanese goods to Paris, Manet jumped at the opportunity
to start collecting these prints as new reference material. He believed that Japanese prints were
that next big thing that he was looking for.
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La Porte Chinoise, which opened in 1862 on the rue de Rivoli was often frequented by
Manet. This store was full of artistic pieces from the East, especially China and the newly
opened Japan. Much of what they sold was china and lacquer ware, but even more significantly
for Manet, most of their goods came wrapped in Japanese prints (Ives 12-13).
Even when these Japanese prints were only being sent over as wrapping paper for fragile
goods from Japan, Manet viewed them as a new artistic opportunity. As Manet was already a
collector of prints, he felt that these would be a perfect part of his collection. Manet used them as
inspiration for compositions for his own artwork. These Japanese prints would not only inspire
Manet’s art to head in a new direction, they helped to start one of the biggest art trends of the
nineteenth century, Impressionism (Ives 12-13).
Manet would help storeowners unpack their new goods from Japan and request to keep the
wrapping papers in return. At first they obliged, but soon began to sell the wrapping paper
Japanese prints in their stores when they quickly became more popular. Soon they sent word
with the boats heading for Japan to bring back more high quality and undamaged prints to sell to
the public. France would be flooded with Japanese prints for the rest of the nineteenth century
(Ives 12-13).
After being influenced by the newly arriving Japanese art, Manet’s artworks began to
feature less modeling of figures along with expansive areas of dark and light that were largely
separate from one another and would hold sharp contrast. His compositions became more twodimensional and the space in which his compositions took place moved mostly to the foreground.
By the end of the 1860s Manet began to incorporate physical Japanese elements into his art such
as ukiyo-e woodcut prints, Japanese fans, and folding screens (Ives 13).
Manet was not alone in his interest in Japonisme, and it quickly became highly fashionable
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in Paris, as many aspects of the Japanese decorative arts began to flood into teashops and
drawing rooms across Paris. Although Japonisme had a great influence on the interior design of
the time, few painters chose to emulate the prints brought over in the early years. Manet was one
of the first and best-known artists to start to reference the Japanese prints in his artworks (CarrGomm 21).
After viewing these prints Manet’s art became even more flattened. He began to leave the
backgrounds of his paintings almost blank, painting in a neutral color but no truly defined space.
His figures became more colorfully painted than before to emphasize their difference from their
background, as was the case in the Japanese ukiyo-e prints.
Manet continued to reference and copy the compositions of prints, and over time he started
to incorporate more of the flat texture of the prints. Manet also started to make prints of his own.
He made prints to advertise for books including Les Chats, a book by Champfleury. He
referenced Hokusai’s Manga sketches of cats for the illustrations. He also made prints for Edgar
Allen Poe’s The Raven (Ives 25-26).
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Les Chats (Advertisement for Champfleury’s book)
Edouard Manet
Lithograph printed 1869

Cats in various attitudes
Utagwa Kuniyoshi
Color Woodcut, fan print 1845-52
Museum of Fine Arts, Springfield, Massachusetts
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Illustration for Poe’s “The Raven”
Edouard Manet
Engraving 1889 after a wash drawing of 1875
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Two crows on a branch of flowering plum
Kawanabe Kyosai
Woodcut
Victoria and Albert Museum, London

Manet had yet to sell a painting when he decided to paint The Fifer in 1866, which was
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heavily influenced by the Japanese ukiyo-e prints. This image with its flat background and
asymmetrical composition was easily comparable to the Japanese ukiyo-e prints (Carr-Gomm 82).
The boy portrayed in the image is heavily flattened and Manet’s use of broad fields of color
helps to break up the space. The figure has limited shadowing, as the Japanese ukiyo-e prints
used none. This image was rejected from the Salon the same year in which it was completed.
They felt that the indefinable space and lack of shadow and modeling were problematic. Yet one
critic Emile Zola felt otherwise. As an art critic Emile Zola was a fan of the artistic underdogs.
He took the side of many artists that the Salon rejected. He praised the Fifer as such saying,
“The work I like best is certainly The Fifer, one of this year’s Salon rejections. On a
luminous grey background, the young musician stands forth, in undress uniform, red
trousers with fatigue cap. He plays his instrument, full face and eyes front. I said
before that M. Manet’s talent lies in rightness and simplicity, and I was thinking
especially of the impression this canvas left with me...”(Carr-Gomm 82)
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The Fifer
Edouard Manet
Painted 1866
161 x 97 cm
Musee d’Orsay, Paris
Three years earlier the jury had expressed dissatisfaction with Luncheon on the Grass not
only because of the nude female figures in the park with men but also for the flatness and lack of
modeling in the scene. This too was their main complaint with The Fifer. The technique that
Manet used in both of these scenes showed the influence of the Japanese ukiyo-e woodblock
prints with their heavy outlines and flat planes of color. These were not the techniques of the
French Academy and they did not wish them to be shown in the Salon for this very reason.
Artists were not to stray from the path assigned to them. The jury for the Salon felt the same way
about the painting Olympia. Her lack of modeling and her harsh lights and darks offended them
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nearly as much as her blatant and astringent stare (Faison Jr).

Olympia
Edouard Manet
Painted 1863
130.5 x 190 cm
Musee d’Orsay, Paris
When others saw Manet’s paintings as a crude application of colored sheets of paint and
vulgar subject matter, Emile Zola interjected saying in his review, “It would be much more
interesting to compare this simplified style of painting with Japanese prints which resemble
Manet’s work in their strange elegance and splendid color patches (Faison Jr).”
Manet began to include Japanese books and art in his portraits to show the relationship that
he and his subject shared, their love of Japonisme. His portrait of Astruc in 1884 was one such
painting. It is difficult for the viewer to tell but one of the books that lay on the desk next to him
is a Japanese fiber-bound book.
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Portrait of Zacharie Astruc
Edouard Manet
Painted 1866
90 x 116 cm
Kunsthalle Bremen
Emile Zola’s portrait is another example. The references to Japonisme in this painting are
much more upfront. Manet and Zola had a close relationship and often bonded over their love of
all things Japanese. Zola often gave positive reviews to artists that were rejected by the jurors at
the Salon. He felt that the artists that were not accepted by the Salon were the artists of the future.
Zola often wrote Manet good reviews when the Salon and others did not approve of his artworks.
To thank him for all his good reviews Manet painted a portrait of Zola. The image was printed in
Manet’s studio. According to art historians this painting can also be viewed as a portrait of
Manet and his relationship with his friend and critic Emile Zola. In Zola’s portrait there are
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prints that have influenced Manet’s work hanging over the desk as well as a study of Manet’s
Olympia. The prints include Goya’s etching of Velasquez’s Los Borrachos as well as a Japanese
ukiyo-e print by Kuniaki II of a wrestler. In Zola’s review of Olympia he noted that Manet had
been inspired by Velasquez, Goya, and the artists of the Japanese ukiyo-e prints. In the
background of the scene there is a large Japanese folding screen. Emile Zola defended Olympia
as well as Manet’s use of Japanese and Spanish motifs in his artwork. (Ives 23).

Emile Zola 1868
Edouard Manet
Oil on Canvas 146 x 114 cm
Musee d’Orsay, Paris
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The Wrestler of Onaruto Nadaemon of Awa Province
Utagawa Kuniaki II
Woodblock Print 1860

Los Borrachos (The Drinkers)
Goya Etching after Velasquez
Etching 1778
31.5 x 43 cm
The Metropolitan Museum of Art, New York
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The same Japanese folding screen that appears in Manet’s portrait of Emile Zola also
appears in his painting entitled Nana. Zola had written a book called L’Assommoir, which
featured a character of the same name but it has been noted that this Nana is not the same as
Zola’s. This painting’s subject matter like that of Olympia is prostitution (Carr-Gomm 118). This
painting as well as a few pastel drawings by Manet resembles the Japanese ukiyo-e prints of
women getting ready (Faison Jr).

Nana
Edouard Manet
Painted 1877
150 x 116 cm
Kunsthalle, Hamburg
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Woman fixing her Garter
Edouard Manet
Pastel 1878-80
53 x 44 cm
Hansen Collection, Ordrupagrdsamlingen, Copenhagen

The Tub
Edouard Manet
Pastel 1978-80
54 x 45 cm
Musee d’Orsay, Paris
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In The Bathroom, from the series Comparison of Feminine Charms (Irokurabe Empu no
Sugata)
Kiyonaga
Chuban, Nishiki-e
26.5 x 19.8 cm
Late 1770s
The screen is featured again in Manet’s portrait of Stephane Mallarme and his painting
Lady with Fans. The painting Lady with Fans also contains many Japanese fans. These paintings
emphasize his enjoyment of Japanese goods rather than his use of the Japanese artistic style in
his art (Carr-Gomm 104, 116).
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Stephane Mallarme
Edouard Manet
Painted 1876
27.5 x 35.9 cm
Musee d’Orsay, Paris

Lady with Fans
Edouard Manet
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Painted 1873-73
113 x 166 cm
Musee d’Orsay, Paris
Manet’s fascination with new trends helped him to find new inspiration in the Japanese
ukiyo-e prints that were making their way to France. Not only did Manet utilize the compositions
of these prints, but he also learned from the techniques of the Japanese woodblock printers. He
was already utilizing many similar techniques from the Spanish painter Goya, but the Japanese
ukiyo-e prints brought his new techniques to fruition.
Manet helped to inspire the Impressionist movement and started Western art on the path to
modernization. This would have been impossible without the Japanese ukiyo-e prints brought to
France during this time. Manet’s use of these prints would go on to directly inspire other artists
such as Monet, Degas, Cassatt, Van Gogh, and Toulouse-Lautrec.

Claude Monet
Monet was born on November 14, 1840, in Paris. Monet spent his childhood in Le Havre
near Normandy on the coast of La Manche. When he was young he painted caricature portraits
of the locals, selling and exhibiting them in the art supply shops in Le Havre. Eugene Boudin
worked in one of these shops (Bessonova 52).
Boudin was one of the first painters to start to work outdoors. Artists had previously
sketched out a plan of their piece outdoors and then moved inside to paint. The industrial
revolution helped to create new opportunities for artists as paints began to be manufactured and
put into tubes. No longer did artists have to mix their colors and carefully store them. They were
now able to paint their entire piece out in the open if they so chose. Boudin was a big proponent
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of this technique and taught it to Monet. It was Boudin who persuaded Monet to start painting
landscapes in 1858 (Beard).
Monet had already made a good deal of money from selling his caricatures, and in 1859 he
used the money to leave Le Havre to study art in Paris. It was during this first stay in Paris that
Monet met Cezanne and Pissaro at the Academie Suisse (Beard).
After a brief stint of compulsory military service in Algeria, cut short by illness, Monet
returned to Paris (Beard). Once again he started to take art classes, this time at the Atelier Gleyre,
where he met other artists including Renoir, Bazille, and Sisley, in 1862. They all bonded over
their distaste for the culture of the Atelier Gleyre and made a pact to leave the school after a year
and find themselves (Beard).
At first Monet was content making works to submit in the Salon exhibitions. In 1865
Monet had two pieces accepted into the Salon exhibition. These were both landscape paintings of
the coast of Normandy. He was accepted again the next year for a painting titled Woman in a
Green Dress. This piece was a figure painting of his then lover and future wife Camille
Doncieux, who would give birth to Monet’s first child a year later.
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Camille or Woman in a Green Dress (La Femme a la Robe Verte) 1866
Claude Monet
Oil on Canvas 228 x 149 cm
Kunsthalle, Bremen, Germany
At both of these Salon exhibitions Monet was often confused with Manet. This caused
Monet to pay more attention than he otherwise might have to Manet and his art. Monet, much
like Manet, was looking to move away from the traditions of the French Academy and what the
Salon viewed as “acceptable” art (Beard). During this period Monet also met Emile Zola and
Manet at the cafe Guerbois, which they all frequented (Bessonova 52).
Manet’s influence is felt in Monet’s 1867 submission to the Salon exhibition titled Women
in the Garden. This piece is clearly reminiscent of Manet’s work and like Manet’s works
discussed above, it was rejected from the Salon exhibition (Beard). The colors are largely
separated into planes of color. The variations of color are mostly made up of dappled shadows
coming through the trees. Monet did use some modeling of forms in this piece but less so than
was acceptable at that time.
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Women in the Garden 1866-1867
Claude Monet
Oil on Canvas 255 x 205 cm
Musee d’Orsay, Paris
Whether he knew it or not at the time this piece was influenced by the Japanese ukiyo-e
prints. Although it is likely that the influence of the Japanese ukiyo-e prints was an indirect
influence in this case, it does not take long for Monet to directly reference the ideas of these
prints in his art.
The Impressionist movement’s official start was in 1869 when Monet and Renoir met in La
Grenouillere, which was a vacation spot for the wealthy in Bougivial along the Seine. This is
where the two artists first became entranced by the way the light played on the water. They
attempted to depict this in their paintings while they were there. This was the start of something
new in the world of art, whether Monet and Renoir knew it at the time. Monet started to develop
the quick short dappled brushwork techniques that would later make him famous (Beard).
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Bathing at Grenouillere 1869
Claude Monet
Oil on Canvas 74 3/5 x 99 7/10 cm
National Gallery of Art, London
Monet married Camille in 1870. Monet left France with his wife and young son, and lived
in London during the Franco-Prussian War from 1870 to 1871 (Bessonova 52). During his stay
in London he familiarized himself with the work John Constable and J. M. W. Turner. These two
artists helped to further inspire Monet to depict atmospheric conditions (Beard). Constable would
constantly make cloud sketches. He would choose the clouds that best fit the mood he was trying
to convey in his paintings. Turner on the other hand was very expressionist in his paintings. He
too depicted atmospheric conditions but his wild brushwork and expressive use of paint to
describe such conditions were what truly influenced Monet. Although the influence of both
artists can be felt in Monet’s work, Turner’s influence is more apparent. While Monet was in
London he met the art dealer Paul Durand-Ruel, who would later help to popularize
Impressionist art (Bessonova 52).
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The Hay Wain 1821
John Constable
Oil on Canvas 51 1/4 x 73 in
The National Gallery of Art, London

Rain, Steam and Speed - The Great Western Railway 1844
J.M.W. Turner
Oil on Canvas 35 4/5 x 48 in
National Gallery of Art, London
During the Franco-Prussian War in 1871, Monet traveled from London to Amsterdam.
Although the details of the story are debated, even by Monet himself, the generally accepted
story goes that Monet acquired his first Japanese ukiyo-e print during this trip to Amsterdam.
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Monet is quoted in the article as saying that he first purchased a Japanese print back in Le Havre
in 1856, but it is unlikely that he would have been able to find a print so early on (Morrison).
It is hard to say whether or not Monet was telling the truth, but it is not entirely impossible.
There is a clear Japanese influence not only in his 1867 painting of Women in the Garden but
also in his 1870 painting Les Cousines. The image of the two girls at the beach in Les Cousines
was influenced by the piece Three Women on a Boat Fishing by Lamplight by Utagawa
Toyokuni (Morrison).

Three Women Fishing by Lamplight
Utagawa Toyokuni 1769-1825
Woodblock Print
Musee Claude Monet, Giverny
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Les Cousines 1870
Claude Monet
Oil on Canvas
Musee Marmottan, Paris
Like Manet, Monet found Japanese ukiyo-e prints being used to wrap fragile objects in the
store. He asked the storeowner if he could purchase one of the prints and the storeowner obliged.
This was the start of the direct influence of Japanese ukiyo-e prints on Monet’s art (Morrison).
Upon returning to France after the Franco-Prussian War, Monet painted one of the most
important paintings that he would ever create, Impression Sunrise. This was the painting for
which the Impressionist movement was named. Louis Leroy’s review of the piece called it
impressionistic, which was not intended or taken as a compliment at the time (Ash 92). This
painting could have been spared much criticism if Monet had labeled it as an oil sketch, rather
than a painting (Chu 389).
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Impression Sunrise
Monet 1872
Oil on Canvas 19 1/2x25 1/2 in
Musee Marmottan, Paris
Many artists had submitted pieces to the salon that were sketchy and resembled an under
painting or a sketch. These were often accepted into the Salon exhibition, but they were labeled
as sketches and not as paintings unlike Monet’s Impression Sunrise. This piece was
revolutionary because of how it was labeled in the Salon exhibition more so than the actual
painting style: that Monet called this his finished product rather than a sketch or an under
painting is what made this piece so revolutionary (Chu 389).
While this painting is now viewed as the start of the Impressionist movement, the artists
that are today considered the Impressionists did not all agree on this title for their movement.
Many artists who we consider part of the Impressionist movement increasingly began to have
their work denied from the Salon exhibitions. They decided to create shows for all the artists
who were rejected from the Salon. These are commonly known as the Impressionist shows,
though they were not all called this at the time. (The only Salon-rejected show of the
Impressionists to officially hold the title of the Impressionist show was their third show (Ash
92)).
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Monet’s love of Japonisme was evident when in 1876 Monet painted his wife Camille
dressed in a kimono with a background of Japanese paper fans or uchiwa. He titled this piece La
Japonaise or in English, The Japanese (Morrison).

La Japonaise 1876
Claude Monet
Oil on Canvas 91 1/4 x 56 in
On display at Boston Museum of Fine Arts
Monet, like Manet, loved the new modern Paris, and he often painted the modernizing
elements of the city. His 1877 painting of Saint Lazare Train Station was one of these paintings.
In the classic art history text Gardner’s Art Through the Ages, Fred S. Kleiner states,
“Impressionism, both in content and style, was an art of industrialized, urbanized Paris, a
reaction to the sometimes brutal and chaotic transformation of French life that occurred during
the later half of the nineteenth century.” Author Fred S. Kleiner contends that Monet destroyed
the art world’s traditional approach to depicting three-dimensional objects in a two-dimensional
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medium. Monet painted variations in light and color to achieve the appearance of form. This
method of depicting form greatly depended on atmospheric effects to create the viewers
perceived reality (Kleiner 657).

Gare Saint-Lazare, Paris 1877
Claude Monet
Oil on Canvas 32 x 39 in
Fogg Art Museum, Harvard University Art Museum, Cambridge
Monet’s wife Camille died in 1879. Her death significantly changed Monet’s art. After her
death, he focused on his personal vision of the world. He felt that it was impossible to know what
was reality because it was different for each person at each time of day and atmospheric
condition. “Monet painted the world as he saw it rather than as he knew it (Chu 418).”
He painted many pictures of snow and ice during the couple of years after his wife’s death.
He painted in very bad weather for some of these painting to achieve the effects that he desired
in his paintings. He embedded his easel in the ice of the Seine to paint this scene from across the
river (Ash 97). The influence of Hiroshige and Hokusai can be seen in Monet’s paintings of
snowscapes especially those done in Argenteuil (Morrison).
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Lavacourt, Winter 1881
Claude Monet
Oil on Canvas 23 1/2x31 3/4 in
National Gallery, London

View of Argenteuil in the Snow 1875
Claude Monet
Oil on Canvas
Nelson-Atkins Museum of Art, Kansas City, USA
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Night Snow at Kambara, from the series Fifty-three Stations on the Tokaido
Utagawa Hiroshige
Color Woodcut 24 1/5 x 36 7/10 cm
Tokyo National Musuem
La Barque, painted by Monet in 1887, uses the asymmetrical composition of the Japanese
ukiyo-e prints, which later became an important aspect of many Impressionists, including Degas
(Morrison).
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La Barque (The Row Boat) 1877
Claude Monet
Oil on Canvas 146 x133 cm
Musee Marmottan, Paris
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Naito, New Station at Yotsuya, from the series One Hundred Views of Famous Places in
Edo 1857
Utagawa Hiroshige
Color Woodcut 14 5/8 x 9 15/16 in
Monet’s paintings of waves coming in from La Manche to the coast of Northern France in
Normandy and Brittany were inspired by those in the print by Hokusai, The Great Wave
(Morrison).

53

The Manneporte (Étretat) 1883
Claude Monet
Oil on Canvas 25 3/4 x 32 in
The Metropolitan Museum of Art, New York
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The Great Wave (from 36 views of Mount Fuji) 1831
Katsushika Hokusai
Woodblock print approx. 10 x 15 in
Private Collection, London
Monet was also inspired by Japanese print artists like Hokusai to create his series paintings.
Series of the same subject matter in different atmospheric conditions were a favorite of Hokusai
and other Japanese print artists (Morrison). Monet painted series of haystacks, the Rouen
Cathedral, the Houses of Parliament in London, and a row of poplar trees. These pieces paved
the way for twentieth century modern nonobjective painting. Although they were objective
themselves, Monet began to blur the line (Chu 418-419).

Fuji in Clear Weather (Red Fuji) from the series Thirty-Six Views of Mount Fuji 18301832
Katsushika Hokusai
Color Woodcut 9 7/8 x 14 1/2 in
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Fuji from Onmayagashi with Twligh over Ryogoku Bridge from the series Thirty-Six
Views of Mount Fuji 1830-1832
Katsushika Hokusai
Color Woodcut 10 1/8 x 14 13/16 in
Near his home in Giverny, Monet set out to paint the haystacks in the field. Monet started
out with only two canvases, one for direct light and one for dull light. He soon realized that he
was not satisfied with only two canvases and in the end his haystack series came to be made up
of thirty canvases (Ash 99). He started the series in 1890 and completed it in May 1891. DurandRuel, his art dealer, created a show of fifteen of the haystack paintings. At that time artists rarely
had solo exhibits and most art was still viewed in the salon. It was even more bizarre because the
subject matter appeared to be the same in every painting: a haystack. What many of the viewers
did not understand was that the subject matter of the series was the changing atmospheric
conditions rather than the haystack itself (Chu 418-419).
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Haystacks at sunset
Monet 1891
Oil on Canvas 25 x 39 1/4 in
Art Institute of Chicago

Haystack, Sun in the Mist
Monet 1891
Oil on Canvas 25 5/8 x 39 3/8 in
Minneapolis Institute of Arts
Monet spent years painting the cathedral in Rouen. He even moved to an apartment across
from the cathedral, so that he would be able to paint it more often. He had many canvases in
process at once. He depicted the cathedral’s facade in the morning with and without fog, in the
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afternoon, at sunrise, and at twilight. He loved to see how the atmospheric conditions changed
the viewer’s perception of the building and wanted to mirror that in his works. These works
concentrated on his personal view of the atmospheric conditions and how they played on his
perception of this piece of architecture. When he did paint people in these works, they were
highly impersonal and ambiguous. The series of forty paintings of Rouen Cathedral series were
exhibited at the gallery of Durand-Ruel in 1895 (Ash 99-100).

The Cathedral of Rouen, Evening, Harmony in Brown
Monet 1894
Oil on Canvas 39 ¼ x 25 1/2 in
Jeu de Paume, Paris
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The Houses of Parliament, London Sun Breaking Through the Fog
Monet 1904
Oil on Canvas 31 ¼ x 36 ½ in
Jeu de Paume, Paris
Monet created approximately one hundred of the Houses of Parliament. Although he did
not always label the atmospheric conditions, this series followed the same approach as that of the
cathedral. He would bring twenty or thirty canvases with him to change between as the light and
the weather changed throughout the day (Ash 102).
The Japanese performed similar artistic exercises. There are many prints depicting
locations such as Mount Fuji from multiple views and in a variety of atmospheric conditions.
This was a popular theme for many Japanese print artists including Hokusai. Although many of
these prints were part of a series, not every print that depicted weather was in a series.
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Night Rain on the Karasaki Pine (from the series Eight Vewis of Omi Province 1834-35)
Utagawa Hiroshige
Color Woodcut 8 15/16 x 13 7/8 in
In Japanese ukiyo-e prints, rain was depicted by a motif of grey and or black lines. These
lines can show gentle drops, swirling gusts, or heavy downpours, as is depicted here. The
gradated effect of the dark grey at the top of the print is called Bokashi and was hand wiped on
by the artist to represent the heavy dark clouds (Brewer 56). Although Monet did not directly
copy these motifs in his art, he was inspired by their subject matter especially in his series
paintings.
Monet accumulated a collection of two hundred and thirty-one Japanese ukiyo-e prints in
his lifetime. This collection included prints by Utagawa Hiroshige, Katsushika Hokusai, and
Kitagawa Utamaro. Not only did Monet collect Japanese ukiyo-e prints from the Edo period in
Japan, but he also collected prints that at the time were modern Japanese art. These pieces
included battle scenes from the Sino-Japanese War and prints of Westerners in Japan’s major
port city of Yokohama (Morrison).
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He decorated his home in Giverny with these prints. These prints were exposed to
excessive light and began to deteriorate soon after his death in 1926; eventually, the prints in his
home were replaced with copies, and the originals were put into safe storage. Monet’s Japanese
ukiyo-e print collection appeared in a show in Paris in 2007. This show like many others did not
place the Japanese ukiyo-e prints with their corresponding paintings by Monet (Morrison). Many
museums own both the artworks created by Western artists that were inspired by Japanese ukiyoe prints, as well as the prints that inspired them, but few ever hold shows to directly showcase
this influence (Morrison).
Monet was inspired by the subject matter of the Japanese ukiyo-e prints. Not only was he
interested in the compositions of the works and their flat space, he was also interested in the
Japanese portrayal of the seasons and different times of the day and weather conditions (Tyrrell).
Monet helped pave the way for art of the twentieth century, especially non-objective art.
Although Monet’s art remained objective throughout his life he was more concerned with
variations in color and the application of his paint than he was with realistically representing his
subject matter. Monet was also one of the first artists to paint through direct observation. He was
more interested in the aesthetic than in accurate documentation. Different surfaces were marked
by different brushwork patterning. Like Manet, Monet was a very influential artist. Both artists
were inspired by Japanese prints, but both artists took very different approaches to portraying the
influence in their art. Manet was more concerned with the lack of modeling and the
compositional space of the prints. Monet on the other hand was inspired by the Japanese
depictions of atmospheric conditions. The influence of the Japanese prints can be seen most
clearly in Monet’s series paintings that resemble the print series of the Japanese.
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Mary Cassatt
Mary Cassatt was born in what are now the outskirts of Pittsburgh on May 23, 1844. She
was the fourth of five children. Her father’s family had roots in France, and they were descended
from Huguenots, having been called the Cossarts. Mary herself had little French blood. Her
mother was Scott and Irish. Her family lived in a stylish neighborhood, and Cassatt was
introduced to European lifestyles, art, and travel (Craze 7).
In the fall of 1851, when Cassatt was seven, her family went on a trip to Paris. The next
year the family moved to Germany. Cassatt and three of her siblings had their portraits drawn by
Baumgaertner while they were in Germany. By 1855 they were back in Paris again and Mary
Cassatt was already in love with Paris (Craze 8). In Paris, Cassatt went to the 1855 World’s Fair,
where she saw the art of Delacroix and Ingres was on display. These were the same artists that
were inspiring Manet who was a working artist at the time (Craze 8). Later in that same year the
Cassatt family moved back to Pittsburgh.
It only took five years for Cassatt to start asking if she could study abroad. It was 1860 and
Cassatt had a burning desire to go back to Europe, especially Paris, but her father did not allow
her to study abroad. When Cassatt asked about art school, her father was initially ambivalent
about the idea, but in 1861 he decided to let her go to art school in America (Craze 9). He
allowed her to go but he did not approve of Mary’s choice to study art. However, he was less
concerned with her choice than he would have been if she had been a man. At the time it was
fashionable for wealthy women to acquire a great deal of knowledge in the appropriate subjects.
Subjects that were appropriate for a wealthy woman at the time would range from the arts and
literature to geography and botany.
Most women in Cassatt’s time did not look beyond society’s plan for them, motherhood.
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Few women were afforded the opportunities that would allow them to pursue a passion other
than their traditional role as a wife and mother. Despite her privileged socio-economic status
Cassatt did not easily become one of the nineteenth century’s greatest artists and one of the
hardest people to convince of her talent was her own father (Craze 6-7).
Although women were not accepted into the school of the French Masters, the Ecole des
Beaux-Arts, at that time, Cassatt believed that copying the old masters was the best way to
improve her techniques. Even if she were unable to study at the Ecole des Beaux-Arts, she would
be able to study the work of those who were able to go through the school. She was still training
at the Pennsylvania Academy of Fine Arts but she was excited to go to Paris to study the works
of the Academy. The program did not allow her to go until she was in her later years of study at
the Pennsylvania Academy of Fine Arts (Craze 9). Cassatt did not go to Paris alone but with
another young woman, an artist named Eliza Haldeman.
Cassatt mostly honed her craft copying images in the Louvre as Manet had done before her.
Although she could not attend the Ecole des Beaux-Arts, she was able to find art teachers in
Paris. Her teachers included Thomas Couture who taught Manet (Craze 9 and 11).
After only one year studying art in Paris, Cassatt was already disgusted by the
conservatism in the French art world. Cassatt was looking to make art that broke the mold. She
traveled throughout Europe for the next eight years looking for what she wanted, while making
money by painting portraits for women and their children (Craze 9 and 11).
Cassatt’s parents made her return home to America when the Franco-Prussian War broke
out in 1870. When the war ended a year later Cassatt began searching for a way to get back to
Europe. She finally found a way when she was asked to mimic some European artwork for a
church in Pittsburgh, and she made her way back to Europe to complete the piece commissioned
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by the church in Pittsburgh. She decided not to return to America for twenty years (Craze 11).
Degas asked Cassatt to exhibit her art in the fourth Impressionist exhibition after seeing her
art in the Salon show of 1874. At the fourth Impressionist exposition she showed Little Girl in
Blue Arm Chair. The little girl in the painting looks bored; she is not well mannered, her skirt is
riding up and she is slouched in her chair. This piece was a “rebellion against good manners,”
and was a radically new image of childhood. Mary Cassatt also used a perspective similar to a
bird’s eye view. The girl is seen from above as if we are adults looking down on her. This was
taught to her by Degas (Chu 407).

Little Girl in the Blue Armchair 1878
Mary Cassatt
Oil on Canvas 35 ¼ x 51 ½ in
National Gallery of Art, Washington DC
Cassatt was indirectly exhibiting the influence of Japanese art. She learned much of what
she knew from Degas. Artists of the avant-garde looked to Japanese prints as an alternative
source of inspiration from Western art. Degas mostly took from them their points of view, which
were different from Western imagery. One of his favorites was the bird’s eye view or a view
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from above which was often incorporated in Japanese prints (Chu 398).
The influence of Japanese prints is evident in Degas piece The Tub. He used the same point
of view and similar body positioning in the woman bathing as is in a piece by Torii Kiyonaga
called In the Bathroom. Degas also used outlines around his subject and her possessions in the
piece just as the Japanese prints are outlined (Kleiner 829).

The Tub 1886
Edgar Degas
Pastel on Card 60 x 83 cm
Musee d’Orsay
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In The Bathroom late 1770s (from the series Comparison of Feminine Charms)
Torii Kiyonaga
Color Woodblock Print 26 1/2 x 19 4/5 cm
Takahashi Collection
After moving to Paris and being asked to join the Impressionists by Degas, Cassatt
exclaimed, “I began to live.” Cassatt loved history and archeology. She found the past
fascinating and wanted to draw from it in her art but she did not want to be confined by the
French Academy or anyone else’s standards. She was a rebel (Ives 45).
Women were not allowed to go to the cafés in France at this time. This is part of what
made Cassatt’s subject matter so different from her fellow Impressionists; she focused on women
and children as her main subject matter instead of street scenes or café scenes. She also drew
from Japanese perspectives in her art (Kleiner 830).
The Japanese influence started to show in her print In the Opera Box created in 1880 for
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Degas’s journal “Le Jour et La Nuit.” It was Degas who taught Cassatt printmaking. She became
famous for her soft ground etching and aquatints. Her series of aquatints were created to
resemble Japanese prints; there were ten prints in the series. She created French scenes from
Japanese ones depicted in prints. She used metal plates rather than woodblocks. The print
making processes she used were tedious, difficult, and time consuming. Her aquatint series has
approximately twenty-five copies of each of the ten pieces (Ives 45).

In The Opera Box 1879-1980
Mary Cassatt
Softground Etching, Aquatint, and Etching
National Gallery of Art, Washington DC
Her prints were inspired directly by Japanese ukiyo-e prints. Her paintings on the other
hand were more inspired by Manet and Degas. The Japanese influence sometimes comes through
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indirectly in her paintings, as Manet and Degas were influenced by the Japanese ukiyo-e prints as
well. Western artists such as Correggio, Rubens, and Courbet also inspired her. Her first prints
were created in 1879 (Ives 45).
Cassatt was already familiar with the Japanese ukiyo-e prints when she went to the 1890
exhibition of ukiyo-e prints at the Ecole des Beaux-Arts, but it was after going to see the show
numerous times that she set out to actually make her prints resemble those of the Japanese (Ives
45).
Some of Cassatt’s prints clearly reference the prints of the Japanese artist Kitagua Utamaro,
especially in her series of ten aquatint prints of women and children. They feature multiple
patterns, flat colors, and simple outlines. These ten prints share similar subject matter and
compositions to those of Kitagua Utamaro’s prints. Cassatt owned the works of Kitagua Utamaro
that she drew from for this series of ten prints (Ives 45). These ten prints based on the works of
Kitagawa Utamaro were shown in the 1891 public exhibition at the Durand-Ruel galleries,
Cassatt’s first major public exhibition (Ives 53).

68

On The Left: The Letter 1891
Mary Cassatt
Dry point, Soft-Ground Etching, and Aquatint 18 13/16 x 12 1/8 in
National Gallery of Art, Washington DC
On The Right: Portrait of the Oiran Hinzauru about 1796
Kitagawa Utamaro
Color Woodcut
Art Institute of Chicago
Kitagawa Utamaro created prints that showed the relationship between mother and child
like no other Japanese ukiyo-e printmaker did. Although the relationship between mothers and
their children was a common theme in the Japanese ukiyo-e prints, few artists emphasized the
relationship of love and compassion between a mother and her child like Kitagua Utamaro.
Cassatt loved him for his portrayal of this subject matter that was very near to her heart.
She was well known for painting mothers and their children together and separately. She
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therefore drew from these prints because they had the most emotion and affinity with what she
was already doing. The Bath, which is also sometimes called The Tub, represents her first try at
copying the artist (Ives 46).

Woman Bathing a Baby in a Tub
Kitagawa Utamaro 1753-1806
Color Woodcut
The Metropolitan Museum of Art, New York
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The Bath 1891
Mary Cassatt
Dry point, Soft-Ground Etching in Black Yellow and Blue 16 ¼ x 11 3/8 in
National Gallery of Art, Washington DC
She tried to mimic not only the compositions and subject matter of Utamaro’s prints but
also the colors. She did not directly copy his patterns, but instead used patterns from Persian
miniatures and kimono fabric that she collected. She also used the downward gaze of the
Japanese women in her prints. She frequently used mirrors to reflect the women and children in
her prints. This was a technique often used by the Japanese ukiyo-e print makers, especially
Kitagua Utamaro (Ives 53).
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Woman at her toilette, reflected in hand mirrors
Kitagawa Utamaro (1753-1806)
Color Woodcut
The Metropolitan Museum of Art, New York
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Woman Bathing 1891
Mary Cassatt
Dry point, Soft-Ground Etching, and Aquatint
Metropolitan Museum of Art, New York
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Coiffure 1891
Mary Cassatt
Dry point, Soft-Ground Etching, and Aquatint
The Metropolitan Museum of Art, New York
Cassatt remained relatively conservative in her prints unlike Utamaro, who used loose and
cropped compositions that often pictured unruly children. Cassatt’s children on the other hand
were more well behaved and her compositions less daring and rarely cropped in close. Cassatt
gave her prints full background and created a space in which her characters are living unlike the
“floating world” of the ukiyo-e prints (Ives 49-50).
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Mother and Sleepy Child: Midnight, the Hour of the Rat about 1795
Kitagawa Utamaro
Color Woodcut
The Metropolitan Museum of Art
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Mother’s Kiss 1891
Mary Cassatt
Dry Point and Soft-Ground Etching in Color 14 5/8 x 10 ¾ in
National Gallery of Art, Washington DC
Mary Cassatt helped to create an interest for American and French art in the American art
market. She helped to make the Impressionists popular in America, which helped the United
States on its journey towards modern art (Craze 7). Her eyesight began to go soon after, and by
1900 she had a difficult time working as her weakening eyesight made it difficult to match
patterns with the lines of her printmaking work. She died in 1926 (Ives 53).

Vincent van Gogh
Vincent van Gogh grew up in the Netherlands in a small town called Groot Zundert in
Brabant. Unlike Manet and Cassatt, he did not come from a wealthy family. A year before Van
Gogh was born his mother gave birth to another son who she named Vincent, but he was
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stillborn. After the second Vincent was born there were five more children to be born. Vincent
was closest with his brother Theodorus who came to be known as Theo (Bessonova 190).
His father was a minister, but his uncle was an art dealer. The Dutch had a long history of
collecting art. The Netherlands with its early rise of a middle class during the Protestant
reformation of the sixteenth and seventeenth centuries had a booming art market by the
nineteenth century (Chu 430).
Van Gogh and his brother Theo, like his uncle, chose the career of art dealer while he was
still living in the Netherlands. He went on to deal art in England and France. It did not take long
for him to decide that he was not interested in selling art to other people. He especially hated
working as an art dealer in Paris (Chu 430).
He soon returned to the Netherlands and decided to go back to school for theology and
become a minister like his father. Van Gogh felt that the work of a minister was very important
and always held strong religious beliefs. Van Gogh saw his mission as one of preaching to the
poor. Van Gogh was a man of intellect; he was able to speak a variety of languages. There was
just one problem, he felt that it was not important to learn Latin and because of this, he was not
able to pass the entrance exams. He felt that there was no need to learn Latin because the
common people of Europe did not know Latin. With his new career once again in ashes Van
Gogh decided to head down a new path (Bessonova 190).
Much like Manet, Van Gogh was interested in people. He loved to watch people. Unlike
Manet, however, it took him a while to discover this. It was not until he was working as a
missionary in a small working class coal-mining town that he realized that he was more
interested in the people than he was in God’s message for them (Bessonova 191).
Soon after this Van Gogh began to attend art school in Brussels. Van Gogh was an avid
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student of color theory from the start and color always remained one of his biggest passions
(Bessonova 191).
In 1869 he started to work in an art gallery called The Hague as a salesmen. In his youth
Van Gogh drew what he saw around himself but had no formal training. He drew peasants and
workmen around him. He did not fully dedicate himself to painting until 1880. While he was
staying with his parents in Etten in 1881, he painted his first picture (Bessonova 191).
In 1886 Van Gogh went to Paris to become an artist. He started at the Ecole Des BeauxArts soon after he arrived in Paris, and he became friends with Toulouse-Lautrec through his
frequent visits to Cormon’s Studio. He later met and befriended Gauguin as well (Bessonova
191).
Van Gogh went to the eighth Impressionist Exhibition when he was thirty-three years old.
This changed his idea of what art was and started him on a new track. He lived with his brother
Theo who was an art dealer working for a larger art dealer and publisher named BoussodValadon. Theo was in charge of selling the new paintings, such as the Impressionist art (Chu
430).
Although not an Impressionist himself Vincent Van Gogh was inspired by the
Impressionist movement. Van Gogh came to be known as a Post-Impressionist. Like the
Impressionists and Manet, Van Gogh was also inspired by the Japanese ukiyo-e prints that came
to Europe from Japan. Van Gogh wrote about his love of Japan and Japanese culture in many of
his letters that are now stored in a digital archive online (Matthews 582).
According to author and art historian Matthews, “Vincent van Gogh had the greatest
affinity with ukiyo-e prints.” Van Gogh copied these prints including The Sudden Shower by one
of his favorite artists Ando Hiroshige. He intensified the colors and created a greater contrast
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between them. He also added a border. He wanted to achieve a link between Western and
Japanese art (Matthews 582-583).
Van Gogh was known not only to copy Japanese prints into paintings but often copied the
Japanese characters from Japanese tea boxes he received around the perimeter of these copied
prints. He had no idea what these characters meant; he placed them around the perimeter purely
for aesthetic reasons (Matthews 583).

Left: Sudden Shower at Ohashi Bridge at Atake 1857
Ando Hiroshige
Woodcut approx. 13 2/5 x 8 7/10 in
From 100 Famous Views of Edo
Right: The Bridge in the Rain (After Hiroshige)
Vincent Van Gogh
Oil on Canvas approx. 28 3/5 x 21 ¼ in
Van Gogh Museum, Amsterdam
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In his painting Portrait of Pere Tanguy, he places his subject in front of a collection of his
Japanese prints painting them into his image (some in more detail than others). He is surrounded
by prints of landscapes as well as two women. One woman is placed on the left of the painting,
shown looking at the subject Pere Tanguy; the other woman remains faceless and is placed to the
right of Pere Tanguy. One of the prints that are in the background of this image Van Gogh
recreates, giving it a border of bamboo, water lilies, and cranes. He changes the print into an oil
painting. Van Gogh copies the print of the faceless courtesan or oiran by Eisen, in the bottom
right-hand corner of the portrait, into an oil painting as well.

Pere Tanguy 1887
Vincent van Gogh
Oil on Canvas 92 x 75 cm
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The Courtesan or Oiran (After Eisen) 1887
Vincent van Gogh
Oil on Canvas 105 1/2 x 60 1/2 cm
Vincent van Gogh Museum, Amsterdam
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The Courtesan or Oiran
Kesai Eisen
Color Woodblock Print
Van Gogh’s painting The Italian Woman and the print titled The Courtesan share
similarities. Van Gogh focused on the contrasting colors and the importance of line work in this
piece. He used strong outlines in his work to reference those in Japanese prints. The Italian
Woman lacks perspective just as The Courtesan does. (Chu 432-433).

82

The Italian Woman 1887
Vincent Van Gogh
Oil on Canvas 32 x 23 ¼ in
Musee D’Orsay, Paris
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The Courtesan mid 1790s
Kitagawa Utamaro
Woodblock Print approx. 10 x 15 in
Private Collection, London
Van Gogh hated the Paris art scene. It was to conforming and conservative for him. He
longed for a place like Japan. With his limited funds he decided that Arles in the south of France
would have to do. He felt that Japan was a utopia. He wanted to make Arles an artist colony. He
felt that Arles was just like Japan and was also a utopia. Toulouse Lautrec told him to go to Arles.
They both agreed that the sunlight was different in Arles than it was in Paris. They felt that the
sunlight in Arles more closely resembled the sunlight in Japan. It was the sunlight both in Arles
and Japan, Van Gogh believed that gave such saturated colors. He adopted the choppy brush
strokes from impressionists while he was in Arles, but he made them thicker and used a variety
of different length strokes. He used brush strokes to suggest weight and texture in his art (Chu
433-435).
Van Gogh decided to move to Arles, France in 1881. Van Gogh moved to Arles because he
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could not afford to live in Paris and he could not afford to move to Japan. Van Gogh looked at
Japan largely through a historical lens. He only saw what he wanted to see and that was not the
new and modernizing Japan, but rather the traditional Japan with its kimonos and wide-open
green landscapes (Walther 283).

Café Terrace at Night
Vincent van Gogh
Oil on Canvas 81 x 65 ½ cm
Amsterdam, Rijksmuseum Vincent van Gogh

Night View of Saruwaka Street, from the series One Hundred Views of Famous Places in
Edo 1856
Utagawa Hiroshige
Color Woodcut 14 3/16 x 9 ½ in
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Quay with Men Unloading Sand Barges 1888
Vincent van Gogh
Oil on Canvas 55 1/10 x 66 1/5 cm
Essen, Museum Folkwang

Fuji from Onmayagashi with Twilight over Ryogoku Bridge, from the series Thitry-Six
Views of Mount Fuji 1830-1832
Katsushika Hokusai
Color Woodcut 10 1/8 x 14 13/16
Although Van Gogh knew little about actual Japanese culture or Japan itself, he often
wrote about what he believed to be Japanese culture. In his letter to his sister from Arles, he told
her that the Japanese love contrasts such as filling a small room with many large paintings or
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putting one small painting in a very large room. It is unclear where Van Gogh got his ideas about
Japan and how many of them were grounded in any kind of reality. Van Gogh also told his sister,
“For myself, I don’t need Japanese prints here, because I’m always saying to myself that I’m in
Japan here.”

Left: Plum Park in Kameido 1857
Ando Hiroshige
Color Woodcut
Right: Japonaiserie: Flowering Plum Tree (After Hiroshige) 1887
Vincent van Gogh
Oil on Canvas 55 x 46 cm
Amsterdam, Rijksmuseum Vincent van Gogh
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Bedroom in Arles 1888
Vincent van Gogh
Oil on Canvas 72 x 90 cm
Amsterdam, Rijksmuseum Vincent van Gogh
Gauguin went to live with Van Gogh in Arles in October of 1888. This arrangement did
not last long and Gauguin headed to Tahiti on December 24 of the same year. Van Gogh was not
a popular artist like his friend Gauguin; therefore, he was unable to work in one of the French
Pacific colonies as Gauguin did. Although neither artist was wealthy, Gauguin was more popular
and the French government paid him to go to Tahiti to create tourist interest in the newly
acquired colonial holding (Walther 294).
Van Gogh suffered from periodic episodes of mental illness. He put himself in SaintRemy’s Asylum in May of 1890. He then went to live in Auvers-Sur-Oise with his friend Doctor
Gachet. He continued to paint there. This too did not last long. At age 37 he walked into a field
and shot himself in the chest on July 27, 1890. He was found and taken to the hospital where he
died two days later (Bessonova 190). When he died he was not a successful artist. He only sold
one painting in his life. He was an outcast (Kleiner 833).
European painters took a variety of different influences from the Japanese ukiyo-e prints.
Some found the lack of distinct background appealing, others shared a love of depicting nature in
different contexts, and some abandoned chiaroscuro to embrace the flatness of the prints. Van
Gogh took from the Japanese ukiyo-e prints a love for color. He embraced the way in which the
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Japanese would put complementary colors so closely together, often to dizzying effect. He stated
one of his reasons for believing that Arles was much like Japan as being that the colors in Arles
all seem brighter than Paris just as they are in the ukiyo-e prints. In the Portrait of Pere Tanguy
this is very apparent. Van Gogh puts purplish blues next to yellowish oranges and greens next to
reds throughout the image to draw the eye around the canvas.

Henri de Toulouse-Lautrec
Henri Marie Raymond De Toulouse-Lautrec-Montfa was born on November 24, 1864, to a
decaying aristocratic family in the south of France in the town of Albi. Alphonse le Comte de
Toulouse-Lautrec who was his father was quite the character. His father was a womanizer, a
hunter, and an eccentric dresser. Alphonse and his brother dabbled in painting more as a hobby
than as a way to make money, but he had some artistic skill nonetheless. Alphonse was almost
never around while his son was growing up. Toulouse-Lautrec’s mother Adèle Tapié de
Céleyran on the other hand, was always there for her son; if anything, he often felt suffocated by
her, though they continued to have a good relationship with one another into his adulthood
(Trachtman, 2005).
Due to their aristocratic standing Toulouse-Lautrec’s family had a limited breeding. His
parents were first cousins; this caused him to become very sick as a child and he developed a rare
bone disease. His legs stopped growing entirely because he broke both his legs in two accidents
in 1878 and 1879. He was never able to walk properly after this and required a cane. He first
started painting on bed rest after he first broke his legs in 1878 (Bessonova 245).
Toulouse-Lautrec moved to Paris to escape the oppression of his family. He left Albi to
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attend art school in Paris (Hedström, 2008). He studied under Bonnat when he first arrived in
Paris in 1881. He went on to study with Corman as a student of the Ecole des Beaux-Arts. No
one expected great things from him at this time but he did start to make one break from his
teacher’s expectations; he argued that he wanted to show the world warts and all, realistically
rather than idealistically, and if anything more grotesque than beautiful (Trachtman, 2005).
Toulouse-Lautrec was a collector of many things, but one of his favorite things to collect
was items of the Japonisme aesthetic. He is known to have collected not only prints and clothing
but also decorative pieces such a masks, swords, and fans and even Japanese wigs. His interest in
Japan started very early. He told his father in a letter of the “splendid Japanese bibelots” in
American Harry Murphy Moore’s painting in 1882 (Ives 79).
He went to the Georges Petit Galleries for an exhibition of Japanese art in 1883. After the
seeing the show he decided to start a collection of his own. He was also a student of Corman
(Ives 79).
When Toulouse-Lautrec arrived in Paris, the Impressionists had been attacking the rigid
Salon for a generation and had begun to break down the rigid structure of the French art
scene. Toulouse-Lautrec decided not to join either side officially and instead used his liberty to
walk a middle path between the two.
In 1886 he first met Van Gogh in Corman’s studio. He was only twenty-two when they met.
When he visited Van Gogh’s room at 54 Rue Lepic, he saw Van Gogh’s collection of Japanese
prints. In the same house lived A. Portier, who was a connoisseur and dealer of Japanese prints.
Toulouse-Lautrec maintained a relationship with Portier. He would often buy prints from him.
Sometimes he would even trade his own works for those of the Japanese artists (Ives 79).
Toulouse-Lautrec collected the prints of Hokusai, Hiroshige, Utamaro, Toyokuni,
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Kiyonaga, and Harunobu. He visited the Montmartre branch of the Goupil Gallery daily to look
at the Impressionist art and the Japanese prints there. The branch was run by Theo van Gogh
until 1891 and then by Toulouse-Lautrec’s friend Maurice Joyant (Ives 79).
Toulouse-Lautrec’s painting Fat Maria includes a Japanese mask. This is one of his
earliest works to show a fascination with Japanese goods. The portrait was painted in 1884. The
painting is of a prostitute and the mask is believed to have hung in Toulouse-Lautrec’s studio
(Ives 79).

Fat Maria 1884
Henri de Toulouse-Lautrec
Oil on Canvas 81 x 85 cm
Von der Heydt-Museum, Wuppertal
In 1885 he moved to Montmartre, the poorest part of Paris, to live amongst avant-garde
artists, anarchists, thieves, and prostitutes (Bessonova 246). Montmartre was a working class
district of Paris where much of the city’s gritty nightlife was housed. Montmartre was filled with
brothels.
In Montmartre he felt freer to express himself through his art and his life style choices.
Although Toulouse-Lautrec’s art was not excessively political he was considered a liberated
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painter who did not assimilate the styles of the day. He was closer to Pablo Picasso than to Edgar
Degas. His art moved more towards the abstract than to the Impressionistic ideals. Some even
consider him the Andy Warhol of his period. After all both were print makers and pushed the
envelope of artistic liberty. His advertisements picturing Jane Avirl are now seen as a precursor
to Andy Warhol’s Marilyn Monroe. This is because both women were so famous in their day,
and both artists created work that epitomized their character. They both created a recognizable
figure with only limited suggestions of facial features (Trachtman, 2005).
In Montmartre he was even part of an anarchist group called the Incoherents, whose ideas
would later be shared by the artists of the Dadaist and Surrealist movements (Trachtman,
2005). Toulouse-Lautrec was unconventional both in his art and in the manner in which he lived
his life. His art was unconventionally realist while his life was anything but. Toulouse-Lautrec’s
friend François Gauzi once said of him, “Toulouse-Lautrec is seen only as a midget ... a drunken,
vice-ridden court jester whose friends are pimps and girls from brothels" (Trachtman,
2005). Toulouse-Lautrec became friends with many other artistic outcasts such as painter
Vincent van Gogh. Toulouse-Lautrec was outgoing and clever. He wanted all eyes on him, he
was not afraid to behave scandalously, and often drank too much. Although many artists and
bohemian types lived in Montmartre alongside Toulouse-Lautrec none but he depicted the
nightlife and entertainment of the new Parisian nightlife as he did (Hedström, 2008).
Toulouse-Lautrec surrounded himself with other artistic types and those which society
rejected. He felt rejected by society himself because of his physical deformities and preferred to
be surrounded by the people of Montmartre. Toulouse-Lautrec spent much of his time in cafés
where he met with many Impressionist artists. He developed a brotherhood with artists such as
Degas, Pissarro, Manet, and Cézanne. Cassatt was not included in their friendship too closely,
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because of her limited access to Paris. She was not allowed to go to the nightclubs and cafés with
them. The men spent much of their time together in local cafés debating their ideas. ToulouseLautrec admired the Impressionists and other avant-garde artists though at first he barely made a
mark in their world. Toulouse-Lautrec also tried to recreate some of Renoir’s works. Renoir was
one of Toulouse-Lautrec’s main inspirations in portraying the subject matter of the nightlife of
Paris.
He also found inspiration in the art of Degas, which turned Toulouse-Lautrec on to the idea
of painting the music halls, cafés, and brothels that Toulouse-Lautrec was frequenting. He also
learned to use unconventional points of view in his art from Degas. Unlike Degas, ToulouseLautrec preferred to create compositions looking up from below rather than down from above
(Ives 80).
In the cafés, music halls, and brothels of Montmartre, Toulouse-Lautrec began to sketch
everything that he saw. He would sketch from the perspective of the audience, which is part of
the reason that many of his prints are composed from this angle. He found the glare of the stage
lights and the excessive makeup of the performers to be especially interesting (Ives 80).
He often painted brothels; he appreciated the “strictly business” attitude of the prostitutes
there. He felt that other women pitied him because of his legs but the prostitutes never treated
him differently. He spent so much time in the brothels that he went from being considered a
client to a member of the household. From 1892 to 1895 he finished fifty scenes of brothels (Chu
470).
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In the Salon of the Brothel of the Rue des Moulins 1894
Henri de Toulouse-Lautrec
Oil on Canvas 43x52 in
Musee Toulouse-Lautrec, Albi
One of the women he depicted, Jane Avril, later went on to say of his friendships with
prostitutes, "They were his friends as well as his models." She later wrote, "In his presence they
were just women, and he treated them as equals" (Trachtman, 2005). He became famous among
the bohemians living in Montmartre before too long (Hedström, 2008). Although ToulouseLautrec came from money he was not known to treat others differently based on their economic
means, especially the poor and artistic types he met in Montmartre.
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Vincent van Gogh was later reintroduced through van Gogh’s brother Theo the art dealer.
In 1887 it was van Gogh who encouraged Toulouse-Lautrec to enter his work into an exhibition
in Paris. The show was to exhibit the work of new working-class artists in Paris and would be
held in a small café. Soon after this Theo van Gogh became Toulouse-Lautrec’s art dealer and it
was on Toulouse-Lautrec’s advice that Vincent went to Arles. Toulouse-Lautrec was friends
with the Van Gogh brothers, up until his death. The three of them even lunched together just
three weeks before Vincent van Gogh committed suicide (Trachtman, 2005).
Toulouse-Lautrec quickly moved past simply showing Japanese pieces in his art. He spent
a significant amount of time studying the books of prints at the galleries of Portier and Goupil.
The Japanese prints were often used to depict actors or to advertise for a show. Toulouse-Lautrec
began to sketch ideas for similarly styled posters for the Paris performance scene at cafés and
concert halls (Ives 80).
Ukiyo-e prints gave Toulouse-Lautrec new ideas about ways to handle the subject matter
he was portraying; this became evident in his art around 1880. He stropped following the
Impressionists and broke out on his own. He took the influence from the Japanese prints further
than it had been taken ever before. He used expressive outlines to describe curvaceous forms,
which he filled with entirely flat planes of bright color (Ives 80).
By 1891 he had mastered the art of color lithography, which allowed him to further
advance his new style. The lithographic process allowed Toulouse-Lautrec’s art to become even
brighter and flatter than before. This printing process closely resembles that of the Japanese
ukiyo-e woodcuts in that they both used separate blocks for each color and a key block for the
outlines (Ives 80).
Toulouse-Lautrec's artworks have created our ideas of life in the entertainment quarters of
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Paris at the turn of the twentieth century. He is best known for his work for, with, and of the
Moulin Rouge cabaret in Montmartre. Not only did Toulouse-Lautrec sketch those visiting the
Moulin Rouge and those who performed there, but he also produced a poster for the Moulin
Rouge that would finally gain him the recognition he deserved for his advertisements. He
continued to create advertisements for cabarets and artists (Hedström, 2008). His posters were
more modern than that of his fellow poster makers in Paris. He made his name largely through
his advertisements as they became an integral part of modern life. Toulouse-Lautrec belonged to
the new bohemian culture, which felt that it offered more liberated creativity than the
bourgeoisie. It was because of the bohemian culture that he became such a large part of the
cabaret culture. This was because the bohemians were living in Montmartre, which was largely
home to the nightclubs and brothels of Paris. As prostitution sprawled along with expanding
cities and modern life, Toulouse-Lautrec became more and more fascinated with them. His
works that did not depict prostitutes depicted artistic types such as dancers, actors, vocalists, and
other variety artists (Hedström, 2008).
Toulouse-Lautrec created 362 lithographic prints between 1891 and 1900. Of these, thirty
were posters. His first was of the Moulin Rouge. His work grew ever bolder with bright,
saturated colors and compelling compositions (Ives 80-81).
He designed advertising posters for the institutions that he frequented. The poster he
created for The Divan Japonais in Montmartre was an example of this. The Divan Japonais was a
café and concert hall. It played on the popular Japonisme of the time. The waitresses wore
kimonos and there were silks and fans hanging around the café. It was a hot spot for bohemians
at the time. In his poster for the establishment he used the ideas of the ukiyo-e prints. This poster
has an unusual composition and shows more of the audience rather than the performer. This
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poster was a radical simplification of the forms that it described. Its streamlined black silhouette
of the woman in the audience is the focal point of the poster (Chu 466-469).

Le Divan Japonais 1892-3
Henri de Toulouse-Lautrec
Color Lithograph Poster 31x23 5/8 in
Bibliotheque National, Paris
From 1891 to 1893 he created more posters. Those for the Moulin Rouge and the Divan
Japonais were full of color, not at all the “floating world” of the Japanese ukiyo-e prints. He did,
however, start to use patterns in these prints as the Japanese did in theirs (Ives 81-82). He crops
the image in close, leaving parts of the background out and employs an interesting point of view
looking slightly up rather than straight on. Degas also often used these methods. From Degas
Toulouse-Lautrec focused his attention on the glare of the stage lights. The composition is
beautiful and the lively lines and bold areas of color show the influence of the Japanese prints as
well (Ives 82).
Toulouse-Lautrec’s posters were shocking to the people of Paris. The most shocking thing
about them though was the use of color. He would layer primary colors in his lithographs to
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create secondary ones. This method had long been used in Japanese prints but until the 1890s it
had not been done in Paris (Ives 82). Toulouse-Lautrec followed the example of the Japanese in
a similar manner as Van Gogh when it came to color. Both employed the use of heavily
contrasting colors. These colors were not meant to reflect reality, but rather to function as
decoration or for pure aesthetic purposes (Ives 85).
Toulouse-Lautrec copied the idea of the circular seal that Japanese artists used to sign their
prints. He went from signing his name to initialing his prints “HTL” in a circular symbol that
resembled the Japanese print stamps. He spent much of his time studying the Japanese stamp
signatures. This was used consistently after 1892, though mostly in his prints and rarely in his
paintings. This is because of its association with Japanese prints. Sometimes he even had the
monogram printed in real red ink, just as the Japanese did, and some of his works were also
stamped after his death (Ives 85).
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Mlle Marcelle Lender en Buste 1895
Henri de Toulouse-Lautrec
Color Lithograph
The Metropolitan Museum of Art, New York
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A Courtesan 1790s
Kitagawa Utamaro
Color Woodcut
The Metropolitan Museum of Art, New York

Mlle Marcelle Lender en Buste closely mimics the bust portraits that were popular in the
1790s. These were a popular style of portrait painting during the Japanese ukiyo-e movement.
This piece is specifically reminiscent of Kitagawa Utamaro’s piece entitled Courtesan (Ives 85).
Toulouse-Lautrec was constantly looking for ways in which he could achieve the line work
that he so desperately wanted to imitate in the Japanese ukiyo-e prints. He first used a crayon but
this did not give him the effect he was looking for. He then moved on to lithographic ink, which
was much closer, but he was not fully satisfied. He decided to order a Japanese ink stone, a sumi
stick, and a set of Japanese brushes (Ives 86-87).
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Jane Avril 1893
Henri de Toulouse-Lautrec
Lithograph
The Metropolitan Museum of Art, New York
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An Actor of the Ichikawa Clan, Probably Second Danjuro, in Dance Movement of Violent
Motion
Torii Kiyotada active between 1710 and 1740
Color Woodcut
Metropolitan Museum of Art, New York
Toulouse-Lautrec’s black and white poster of Jane Avril demonstrates his proficiency with
his newly learned Japanese brushwork. The line quality changes from thick and dark to thin and
almost painterly as the brushwork follows her silhouette. These prints were about capturing
motion. The Japanese print of the Kabuki actor shows him in a violent dance called the aragoto
or rough stuff (Ives 89).
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Yvette Guilbert Singing “Linger Longer, Loo” 1898
Henri de Toulouse-Lautrec
Lithograph
The Metropolitan Museum of Art, New York

The Actor Sakata Hangoro III as Fukjikawa Mizuyemon between 1794 and 1795
Toshusai Sharaku
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Color Woodcut with Mica Ground
The Metropolitan Museum of Art
Like Sharaku, Toulouse-Lautrec was interested in showing specific performers rather than
just a person on a stage or in a role. Instead they were truly and recognizably themselves. Both
artists spent much time studying their subjects. Both were criticized for the repulsiveness of the
bizarrely exaggerated facial features of their prints (Ives 90 and 93).
Although he only completed thirty posters in his lifetime Toulouse-Lautrec took the liberty
to make them very modern personal and even abstract. He was heavily influenced by Japanese
woodcut prints and his posters had very little depth to them. Other posters of the time were more
Rococo and monochromatic than his new modern colorful works. Toulouse-Lautrec’s works
were more visually striking than previous posters as well some of them were even more than six
feet by three feet (Trachtman, 2005).
Much of early Western graphic design, especially commercial posters, was inspired by
Japanese prints. They both used large flat planes of colors, flowing contours, and unusual
compositions. Toulouse-Lautrec was one of the artists of these new advertising prints. Chu calls
him, “perhaps the greatest poster designer of the fin-de siècle period (Chu 466).
He was inspired by the Japanese woodcuts to create simplified cut out shapes. He used
similar angles to those of Degas and emphasized human characteristics and linear outlines. In
1898 he started to get very sick and stopped painting but he did do some colored pencil drawings
of the circus, and several other illustrations for Jules Renard’s Histories Naturelles and as well as
a few more paintings before his death (Bessonova246).
Toulouse-Lautrec’s posters were made up of diagonals, asymmetrical compositions, strong
lines and patterns, and dissonant colors. He emphasized and exaggerated elements of his art,
especially the faces of the people he painted. He was heavily influenced by Degas and the
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Japanese ukiyo-e prints, and anticipated the expressionism movement with his use of glaring
artificial light and mask-like faces. He was looking to increase his art’s visual effect on its
viewer (Kleiner 831).
Le Divan Japonais takes the idea of its composition from The Great Wave. The main
subject matter in both is small and in the background of the piece. In The Great Wave the subject
is Mount Fuji, not the waves. The wave and the audience are typically both secondary but are
both features large and in the foreground of these pieces (Chu 469).

Le Divan Japonais 1892-3
Henri de Toulouse-Lautrec
Color Lithograph Poster 31x23 5/8 in
Bibliotheque National, Paris
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The Great Wave (from 36 views of Mount Fuji) 1831
Katsushika Hokusai
Woodblock print approx. 10 x 15 in
Private Collection, London
Toulouse-Lautrec’s prints became increasingly simplified and flat. His poster of Mary
Milton from 1895 uses only three colors but is mainly made of just two. The figure is reduced to
a flat single-colored form against a flat background with text stating the performer’s name. He
signs this print with his monogram rather than his signature. The composition of this print is
entirely flat there is no sense of depth whatsoever (Chu 469-470).
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Mary Milton 1895
Henri de Toulouse-Lautrec
Lithograph Poster 31 x 23 in
Milwaukee Art Museum
Henri de Toulouse-Lautrec and his father shared a love for things from other places and
other times. His father was known for his bizarre behavior and even stranger clothing choices.
He is known to have worn a Buffalo Bill hat, chain mail jacket, and a Japanese sword as an
ensemble. Henri also shared in his father’s love of dressing up in strange costumes and there are
photographs of him doing so. Some of these show him in Japanese diamyo robes (Ives 79).
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Although he felt great brotherhood with the Japanese, he was never able to go to Japan. His
mother offered to pay his way but he refused her help. None of his friends ever wanted to go
with him, or if they did they did not have the means. He felt a kinship with the Japanese because
as he told his friend Gauzi, “They were closer to his dwarfed size and next to them he would
look normal.” The influence of the Japanese woodcut was fully recognized in his work. His line,
color, and pattern were all truly inspired by the Japanese ukiyo-e prints. His lithographs came
closest to the Japanese prints of all of the Western artists, and no others came close to his
mastery of the subject (Ives 94).
Toulouse-Lautrec was plagued by his bone disease, alcoholism, and syphilis (Hedström,
2008). As Toulouse-Lautrec grew closer to death he started to become increasingly paranoid and
was subject to hallucinations. These were largely brought on by his syphilis and excessive
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drinking. He was institutionalized after trying to shoot some giant hallucinated spiders that were
attacking him while on a visit in the country to see some friends. While he was in the asylum he
tried to prove his sanity by creating images of the circus from memory for his psychiatrists. He
was released after eleven months in the institution. He started drinking excessively again soon
after. He moved back home with his mother and spent his dying days wandering in her gardens.
He continued to paint until his death in the fall of 1901 just shy of his thirty-seventh birthday
(Trachtman). Despite his sad later days and early death, Toulouse-Lautrec brought Japonisme
more fully into the world of Western art than any other artist.
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Conclusion
This paper has explored the influence of Japanese art and culture on the West through
Manet, Monet, Cassatt, Van Gogh, and Toulouse-Lautrec. Each of these artists engaged
differently with the incorporation of the influence of these Japanese prints in their art. From
Manet’s revolutionary Pre-Impressionist paintings to Toulouse-Lautrec’s posters, Japan was a
central influence in these artists’ works.
Scholars have argued that there are four stages of influence of the Japanese on Western art.
These stages are discovery, appropriation, adaptation and re-creation (Walther 295). Many of the
individual artists that were examined went through many if not all of these stages.
The first stage was discovery (Walther 295). Japan had been closed off to Westerners for
nearly two centuries. Western artists were most influenced by the Japanese ukiyo-e prints first
and most famously in Europe, especially in Paris where many artists worked.
Although every artist discussed in this paper had their own personal discovery of Japanese
prints, the artists who experienced this directly after Japan’s opening had the truest period of
discovery. After Japan first opened, artists like Manet and Monet were some of the first to find
prints wrapped around objects in stores selling goods coming from Japan. The World’s Fair of
1867 was the first to have a pavilion for the Japanese. Japanese culture became widely shared
with Western Europe at this time.
This paper was broadly about the appropriation of Japanese ukiyo-e prints by Western
artists in the second half of the nineteenth century, into the turn of the twentieth century. All five
of these artists and many more appropriated the art of the Japanese.
Not only did these five artists appropriate the techniques of the ukiyo-e printmakers, many
of them along with most of popular Western culture at the time, attempted to appropriate many
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things from the Japanese culture. Some like Van Gogh were disillusioned about Japan. They
believed it to be a utopia, when just as anywhere else it faced a myriad of social, political, and
economic issues. There were also those like Monet’s wife Camille, Henri de Toulouse-Lautrec,
as well as many of Manet’s models, who tried to emulate the Japanese by dressing in their
clothes.
Many of these artists also adapted the techniques used in the Japanese ukiyo-e prints to
their needs. Toulouse-Lautrec used a lithographic process to imitate the cut woodblock process
of the Japanese. This was an adaptation on his part to achieve some of the same design elements
of the ukiyo-e prints. Cassatt adapted many of the compositions from Japanese prints into ones
that would fit into similar displays of feminine charm and maternal love.
None of these five artists were fully able to re-create what they imagined the world of the
Japanese ukiyo-e prints to be. Van Gogh moved to Arles, in search of a place like Japan. None of
the five artists ever even actually set foot in Japan.
There were many artists that this paper was unable to address. Manet, Monet, Cassatt,
Van Gogh, and Toulouse-Lautrec were not the only Western artists to be influenced by the
Japanese ukiyo-e prints. This paper focused on only five of these artists to show a clear
connection between the popular art of the second half of the nineteenth century and the ukiyo-e
prints. These artists were chosen, as they are some of the most well known artists of the time
period discussed. Artists not only in France, but also in the United Kingdom, and the United
States were profoundly influenced by the Japanese art making its way into their markets. The
artistic influence between Japan and the West was not a one-way street. The Japanese were also
influenced by the art of the West. Japan began to adopt many of the Western techniques,
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including oil painting. There is a strong artistic connection and trade between these cultures
during the second half of the nineteenth century.
The Japanese influence on Western art of the later half of the nineteenth century is not
unknown. Many art history books mention in a sentence or two about the influence of the ukiyo-e
prints on artists such as Manet, Monet, Cassatt, Van Gogh, and Toulouse-Lautrec. Although this
fact is often mentioned in art history books, it is often only a side note. As this paper has shown,
the Japanese influence was much more formative, especially in the Impressionist and PostImpressionist movements of the late nineteenth century. This influence is more important than
the authors of these art history books have shown it to be. This influence is not peripheral but
rather central to the art of Manet, Monet, Cassatt, Van Gogh, and Toulouse-Lautrec, as well as
other artists. It is important for us to acknowledge and study this aspect of late nineteenth century
art. This influence shows that movements such as Impressionism and Post-Impressionism, while
still being with in the cannon of Western art, were heavily influenced by outside sources such as
Japan.

112
Works Cited
Ash, Russell. The Impressionists and Their Art. Place of Publication Not Identified:
Crescent, 1988. Print.
Beard, Dorathea K. "Claude Monet." Salem Press Biographical Encyclopedia (2014):
Research Starters. Web. 13 Apr. 2015.
Bessonova, Marina. Impressionism and Post-impressionism: The Hermitage,
Leningrad, the Pushkin Museum of Fine Arts, Moscow, and the National Gallery of
Art, Washington. New York: Park Lane :, 1989. Print.
Chu, Petra Ten. Nineteenth-century European Art. 3rd ed. Upper Saddle River, NJ:
Pearson Prentice Hall, 2012. Print.
Craze, Sophia. Mary Cassatt. New York, N.Y.: Knickerbocker, 1998. Print.
"Edouard Manet Biography, Art, and Analysis of Works." The Art Story. Web. 12 Mar.
2015.
"Edouard Manet Emile Zola." Musée D'Orsay.Web. 8 Mar. 2015.
Elliott, Andrew. "Hospitality, The Perry Narrative, And The “Opening Of Japan”."English
Language Notes” 48.2 (2010): 51-62. Humanities Full Text (H.W. Wilson). Web. 11
Feb. 2015.
Faison Jr., S Lane. Manet: The Pocket Library of Great Art. New York: Harry N
Abrams, 1954. Print.
Gardner, Helen, and Fred S. Kleiner. Gardner's Art through the Ages: A Global History.
Enhanced 13th ed. Australia: Wadsworth, Cengage Learning, 2011.

Print.

Carr-Gomm, Sarah, and E. Manet. Manet. London, England: Studio Editions, 1992. Print.
Grimes,William. "In Salon Revolution, Manet and the Impressionists Rule." TheNew York

113
Times. The New York Times, 9 Feb. 2006. Web. 9 Mar. 2015.
Hedström, Per. "Henri De Toulouse-Lautrec." Art Bulletin Of National museum
Stockholm (2008): 61-64. Art Full Text (H.W. Wilson). Web. 3 Apr. 2015.
Ives, Feller Colta. Great Wave: The Influence of Japanese Woodcuts on FrenchPrints.
New York: Metropolotian Museum of Art, 1974. Print.
Kleiner, Fred S. Gardner's Art through the Ages: The Western Perspective. 13th ed.
Boston: Wadsworth, 2010. Print.
Matthews, Roy. The Western Humanities The Renaissance to the Present. 7th ed.Vol. II.
McGraw-Hill, 2010. Print.
Morrison, Don. "First Impressions." Time International (South Pacific Edition) 4(2007):
64-65. Business Source Premier. Web. 10 Apr. 2015.
Pyle, Kenneth B. “The New Generation in Meiji Japan: Problems of Cultural
Identity,1885-1895”. Stanford, Calif.: Stanford UP, 1969. Print.
Smith, Bradley. Japan-A History in Art. New York: Simon and Schuster, 1964. Print.
Trachtman, P. "TOULOUSE-LAUTREC The Exuberant Painter's Bright, BoldPosters Of
Can Can Dancers And Cabaret Singers Helped Define Paris In The1890S. Now He's
Packing In The Crowds At A Major Exhibition."Smithsonian 36.2 (2005): 84-91.
British LibraryDocument Supply Centre Inside Serials & Conference Proceedings.
Web. 24 Oct. 2013.
Tyrrell, Katherine. "Monet's Series Paintings - Rouen Cathedral." HubPages. 9 Jan. 2015.
Web. 4 Apr. 2015.
Walther, Ingo F. Vincent Van Gogh the Complete Paintings: Part 1 Etten, April1881 Paris 1988. Köln: Taschen, 1997. Print.

